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Abstract
Along with the transition to the 'new capitalism', which may be variously defined as
cognitive, flexible, post-industrial or post-Fordist, we are experiencing a new productive
scenario since the Seventies of the last century, where innovation and creativity are rising
as key factors for competitiveness and come to be the capital for the production system to
open a new stage.
If the industrial capitalism of modernity required the manufacturing of big quantities of
physical products, the mutation of the role of industry and production, the globalization of
markets and the emergence of communication in every social occurrence are changing the
nature and the tools of design, while enhancing all the immaterial and creative features.
Creativity, namely the capacity of developing innovative and bold connections, turns to be
the driving force of an economy where experiences and services are more strategic than
tangible and durable goods.
Keywords: creativity, innovation, knowledge society, post-industrial era, design
profession, lateral thinking
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Introduction
Among the many aspects characterizing the great shift connected with the crisis of the
industrial production and the rise of the service industry and finance, we may name the
twin processes of globalization and dematerialization of the economy along with the
growing extension of the markets, and the increased importance of the technical-scientific
and symbolic-cultural components, which come to act as a locomotive of innovation.
Namely, the transition from a model of social organization based on the large production
of hard goods for mass consumption and organized through the vertical integration of
industrial work, is moving towards a pattern based on the distribution of services and
knowledge, structured on international, transnational or sub-regional networks. This event
should be considered as the crisis of the paradigm of the economies of scale and the
emergence of new models of flexible accumulation.
Beside this framework of macro-economic transformations, there is no doubt that the 'old'
manufacturing capitalism is called to a great change in order to face the dual challenge of
market globalization and dematerialization of value. In this context, the growing
importance of innovation and creativity represents a crucial resource to accompany the
production system towards a new standpoint.
The category of creativity now takes on a particular significance that refers to the process
of differentiation of quality of companies, as well to the strategies of differentiation of
competitors, to open new niches and segments of excellence. As a result, the creative
sector embraces all those intangible actions related to research and those distinctive
capabilities both in production and market, which would bring the company increasing
their performances in quality rather than in quantity. Even if the recent global crisis of the
markets may call this into question, still people are willing to pay a different price to get
citizenship in the consumer society, while comparing to the old 'industrial' alternatives.
What is the epistemological relationship between design and creativity? What are the
characters of the rising creative practitioner? How are new technologies and media
changing the professional profiles and the tasks for young designers? What are the new
forms of creative entrepreneurship?
The paper is a theoretical contribution, developed through an interdisciplinary net of
references from a research and didactic experience for a Master in Interdisciplinary
Design at Carleton University, aimed at focusing the revision of the social role of project
with the rise of spread creativity and the relating change in education and practice.

Crossing Concepts
The notion of ‘creativity’ is potentially current in many different of fields: from artistic and
scientific production to everyday life: as a matter of fact, creativity consists in the capacity
of capturing the relationships between ideas in a new way or in formulating intuitions
which are far from the habitual or consolidated schemes of thinking.
Creativity is often employed for terms like ‘ingenious’, ‘genius’, ‘invention’ which refer to
an ability which is hard to classify. At the same time, creativity signals the current
importance and value of ideas in all fields and the increase of the number of the
specialists of creativity within the production and circulation of symbolic goods. For this
reason, creativity takes the risk becoming a word to be filled with diverse contents or a
void meaning. The end result is a complex archipelago of connotations and associations
according to the different relations and positions the notion of creativity is able to develop.
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As an example, in psychology creativity is referred to open thinking and concerns the
‘divergent’ set of thinking opposed to the ‘convergent’ or logical thinking, aimed at the
only possible exact solution, while the divergent or productive set of thinking is directed in
discovering and inventing original solutions, opening unforeseen directions. At the same
time, creativity is tied to the right hemisphere of the brain, the one that controls emotional
and artistic behaviour, based on visual codes, on the representation of images, on
assonance and free association. Even in non-positivistic epistemology, the creative
process is considered fundamental for the elaboration of an adequate theory of scientific
discovery. The idea of M. Polanyi that true knowledge cannot be formalized into rules, but
that it is tacit or unexpressed, has influenced many studies on enterprise organizations.
As a result, brainstorming comes to be a technique of group creativity, used to find ideas
to solve a problem, as to create new products and we may find it employed for
advertising or for management.
Besides, creativity as attitude is founded on the capacity of raising issues, of being
amazed. Then, creative processes are characterized by flexibility, consisting in examining
different solutions to a problem; by fluidity, in other words the frequency and ease with
which a number of ideas are produced; by the elaboration and the adjustment of an
efficient strategy in the solution of a problem, while weighing and choosing the available
opportunities. All of these characters appear as algorithms of scientific research, but they
aren’t significant only to this.
Creativity, indeed, overpasses the boundaries of science and holds a privileged area in
the realm of art: we may state it is the fruit of intellectual ability and it is related to the
basic traits of personality, as attitudes and traits tied to character. Gestalt psychologists
consider the very nature of thinking as creative, because it does not take a picture of
reality, rather it gives an interpretation to it. Thinking means to drawing connections and
combining given factors, in order to discover new relationships, which may be effective in
finding a solution to a problem. This entails flexibility and invention because being
creative means assigning a different function to an object which is recognized for a
specific function. Again, gestalt psychologists refer to the true and proper creative act as
insight, or sudden intuition. Insight, however, is not pure intuition but it implies the
capacity to understand which relationships come to be between the elements of a
problem.

An Attitude to Innovation
Another way to investigate on creativity is in terms of lateral thinking, which is a definition
coined by E. De Bono (1992). In his analysis, lateral thinking comes to be opposed to
vertical or logical thinking, while indicating an indirect approach, or more precisely, an
observation of a problem from a different point of view, as an alternative to the sequential
logic resulting from obvious considerations. Lateral thinking looks for alternative points of
view. It is a fresh, significant, and exciting way of looking at things.
To highlight the possible connections between creativity and design I shall refer to a
number of inventive paths: the design of an object may come from its multiple uses; as
well from the transfer of an object, or a material, or a technology, giving way to a sort of
détournement, to shift it into another universe. Furthermore, the process of designing
may start from the suggestion of a form, a gesture, a material, whether it be traditional or
smart. The quotations and the narrations can be as numerous as the designers: but what
defines their ‘creativity’ is its growing into and focusing on a precise design method that
obviously shifts according to the changes in society, in technology, in economy, in
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aesthetic sensibility, in imagination, in communication. It is a different way of seeing
things, born from the ability and the desire to dream and design new worlds.
Among the many definitions of creativity, I would like choose the one developed by the
mathematician H. Poincaré for its simplicity and rigor at the same time: ‘creativity is
combining together existing elements with new connections that come to be useful’. The
categories of ‘new’ and ‘useful’ root creativity in society and history, in invention and
communication, in rationality and play. They are connected to the human and social
dimension of the project. They go beyond the existing rules to add another rule to be
shared. They connect disorder and order, intuition and method. As in the notion of the
incorporated mind of the radical cognitivism, logical and creative don’t oppose nor
exclude each other and invite us to envision an idea of knowledge and project in which
opposite terms may coexist together.

Blurring the Disciplinary Borders
Design seems to look outside itself without recognizing any “hard” and “pure” disciplinary
border, while always developing a hybrid way of looking to reality. This is due to its proper
nature of being ceaselessly “in-between”, while dealing with knowledge and techniques
from other disciplines, taking them into everyday life and translating into scenarios,
communication, real and virtual artifacts, rather than elaborating its own principles
(Imbesi, 2009a, b, c, 2010a, b).
Design always had the power to build relations with technology, materials, but also
innovation, social practices and therefore its cultural evidence: then its specific complexity
constantly implied a spread net of theoretical and methodological contaminations flanking
design thinking through time. If innovation has to face the unknown, often hybridizing
different factors and making connections which seem unlikely, design challenges the
disciplines, while opening given structures and blurring the recognized borders of
knowledge, often falling beyond the conventions.
Design develops a structurally open field, which is at the same time flexible and has no
fixed rules or inner need to be defined too rigidly in its various divisions. While
contaminating skills and practising cross-fertilization, Design displays a large capability
through creativity to allow perceiving diverse and unexpected connections of ideas. In
addition, similar to the methodology of science programs, the proper way project design
operates is interdisciplinary and is out of the strict logics of the fields, playing out that kind
of "thinking differently" from which innovation occurs.
This is precisely for its character of being a boundary or border field, which captures and
uses knowledge and techniques from other disciplines, carrying them into everyday life
and translating them into worlds, real and virtual artifacts, action programs,
communication, as well as developing its own tools.

Moving on Lateral Tracks
If we may consider interdisciplinarity the capacity of connecting different disciplines from
a specific disciplinary standing point of view where to launch links outside of the borders,
the way transdisciplinarity works is eccentrically and unconventionally hybrid while it does
not recognize any disciplinary border while breaking any conservative and predictable
limit of given scientific field. The way transdisciplinary research works is overpassing and
invading the given scientific bodies to elaborate tools, skills and languages which are
extraneous each other, in order to develop new tools, skills and languages and therefore
to follow innovation to suit a specific goal or to explore a new idea. The result is always a
different and new body which cannot be compared to the former disciplines: the suffix
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‘trans-’ explains a process of transformation and change which cannot keep any scientific
identity in their previous shape and body.
This is the way Design often operates in research: while it doesn’t have a ‘hard and pure’
disciplinary body, it blends and mixes together with other fields it encounters, while
developing new forms of knowledge. It doesn’t translate languages or idioms, it changes
the languages and the idioms in order to always meet a different position and at the end
the result will be a new language or idiom.
Furthermore, the position of Design facing other fields of knowledge is never direct and
straight forward, but asymmetrical and sideward, often seeming even unorthodox and
illogical.
According to the theory of the ‘lateral thinking’, what seems not logic in terms of a
‘common’ logic, it may actually rather follow a different logic, which is often the one of
perception (De Bono, E., 1992). As previously mentioned, lateral thinking allows to
identify the predefined tracks where the vertical thinking moves, in order to reach new
ways helping us to escape from any given track and then being more creative and
innovative. As the vertical thinking is logical and selective, while selecting ideas, lateral
thinking is better generative and has the task to generate new ideas and concepts. Again,
if vertical thinking is logic and sequential, the lateral one is more explorative and is able to
make jumps, but at the same time the lateral thinking do not replace the vertical, but on
the contrary it is able to embody it. Rather than refusing, lateral thinking welcomes and
accepts, it is inclusive and not exclusive: it relates to the logic of ‘and’ rather than ‘or’.

Knowledge at Work
Along with the raise of the knowledge society, we are experiencing a unique condition
where the creative labour of the mind is now coming to be considered the key workforce
to generate value (Pine, Gilmore, 1999; Rullani, 2004). Looking back to the old “industrial
era”, labour was reduced to an activity producing material goods while developing a form
of social ethics (i.e. the effort of crafting by hands), its own value was proportional to the
time spent for producing an object. Currently, according with the immaterial investments
in the assets of knowledge, thinking and producing are becoming the same thing and we
can state the hegemony of immaterial labour to create value (read: intellectual, scientific,
cognitive, relational, communicative, emotional) (Gorz, 2003).
This can be considered as a result of the computerization of industry, also featuring an
increasing number of processes and places of production and leading to the
transformation of each work duty into the constant management of fluxes of information.
The old idea of time as a value for manufacturing material goods is not anymore viable: if
anything may be produced anywhere at low costs, then the quality of coordination and
networking become valuable. While the material manufacturing is pushed at the periphery
of the process of production, the heart of creating value becomes the immaterial work
based on the knowledge of its human resources.
Knowledge comes to be the feature which qualifies the human capital of any enterprise
and project, namely the characteristics of humans to be smart and creative, to have
imagination and experience and furthermore to flexibly respond to the different situations
may occur. At this end, the intelligence of knowledge covers a wide spread variety of
capabilities, ranging from judgment to open-mindedness, to the attitude to assimilating
new concepts and combine with further information. Then, anything may count to
increase the human capital of the enterprise: motivation, innovation, social competence,
attitude to respond to challenges, imagination, personal involvement. It seems that
behavioural qualities may count even more than professional qualifications to state the
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quality of the service: these can be acknowledged as the characteristics identifying the
provision of a personal service, namely an immaterial work which is not possible to
quantify with a number, nor to formalize or to objectify (Gorz, 2003).

The Industry of Creativity
As noted Enzo Rullani, intangible does not mean invisible, evanescent or precarious
(Rullani, 2004). The value assigned by the user/consumer to the intangible quality of an
object does not come by chance, nor it is the result of a lucky accident. On the contrary, it
originates from an organized system of collective intelligence, creating and multiplying the
value of the meanings assigned to an object (Levy, 1999). This may be considered the
“factory of the immaterial”, which produces the symbols and the knowledge associated
with the object, while combining expertise, significant investments, creative imagination
and ability to communicate (Rullani, 2004).
As an example, along with the “system of fashion” there is not only the art of a designer,
but a well organized and very expensive "factory", which gives meaning to the clothing
items produced and sold at prices far from their material content. Also, behind sport,
gastronomy, entertainment, aesthetic taste and, in general, the media of social
communication, there is a system aimed at producing emotions, participation, and
happiness (Gilmore, Pine, 1999).
Again, Rullani (2004) displays with numbers and percentages that the only industry still
endlessly growing in times of crisis, is the factory of the immaterial, in terms of employed
workers and economic relevance.
Post-Fordism is then characterized by technology, skills and high flexibility, which induce
labour practices and organization of production to be flexible. Then, it is a model of
organization identified by a mix of professionalism and ability to networking specialized
production units, in order to combine various benefits without risking production fail. The
new factory operates outside through subcontracting, outsourcing, developing the tertiary
sector, integrating research and design to maximize the rapidity and inventive response
to the market, while adopting the model of the integrated factory.

Hybrid Products
In our changing world, which is under the dominion of market and competition, operating
through projects becomes the way to organize work and to think about innovation. There
are no rules and models, but networks and sets of values, which require the ability to
redefine its objectives in an flexible way. Thus, innovation acquires the logic of research
to increase the complexity of the market, the diversification of the world of goods, the
multiplication of the behaviours of society.
Design happens to be a complex process able to solder together scientific ideas and
technical experience: it is a stream of concepts, models, objects, methods, but also
imaginary. It is the creation of the new: new languages, new ways of seeing the world or
even preserving it. The objects of design involve a kind of surplus to their being an
integral part of the experience economy, while going to generate new forms of space and
ways of living our environment. Therefore, the new objects of design open to new
languages and critical thresholds, which may also call into question the ethics and
envisage new ways of being.
Nowadays, Design has expanded its territories of action and developed its methods to
the point to constitute a complex and cross-border field, which introduces a vast
collection of objects, disparate disciplinary traditions, inventive projects as well as highly
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specialized researches. It turns into service design, namely the drawing of maps, routes,
product strategies, management. It is design connected to communication and fashion
design. Furthermore, it develops into urban design and planning of micro-environments,
both real and virtual. It is the product itself to become hybrid: in order to have visibility, it
must be a product of communication, a product-image, a product-service, a productevent, which plays a central role not only in the evolution of society, but in the
development of taste and individual and social habits. The transition from the old
"industrial design" to a "360 degree Design" has led to the multiplication and expansion of
its fields of expertise. Then, today product design turns to be communication and
strategic vision: we may find fashion trends, but also ethics, eco-compatibility, exhibit, at
the same time what is made to last and what is ephemeral.
As per the density of its factors, Design takes the complexity of being a total social fact
and thus it has a central role in the on-going changes of complex societies, between
global and local. Design can be declined in plural terms, where the specializations are
multiplying and are increasingly more sophisticated and contextual. Conversely, this
opens to a plurality of languages and methodologies, which interact and make the Design
field even more pervasive and articulated.

Redeeming the Consumer
Nowadays, more than ever, innovation should be considered the way to thinking to
problems, while covering extensively the organization of production, consumption,
society, but at the same time it has the power of creating imaginary and narratives. Then,
it happens that beauty and utility are flanked by the economic and the symbolic
dimension.
Design has taken from the art the role of making the world more beautiful in the process
of aestheticization of everyday environments and cities. Moreover, it has taken position
characterizing critical thinking, such as improving the organization of society and the
quality of life, while extending to the emotional aspects and to affections.
According to this, for some years an interdisciplinary line of study around the customer
experience, has resulted between marketing and design with its roots in the researches
on consumer behaviour and design services. In particular, in marketing and economic
research, the term 'experiential' receives consecration in the early eighties by Holbrook
and Hirschman (1982), which define the composite nature of the experience of
consumption where the rationality and functionality often coexist with the more emotional
and hedonic dimensions: emotions and knowledge cannot be anymore separated.
Even more, the postmodern perspective emphasizes the subjectivity of the processes of
consumption, while undermining the assumptions of the unique functional rationality of
the consumer. Blurring the opposition between goods and services, such as between
products and processes, consumers and producers, the definition of consumption is no
longer confined simply to a mere act of destruction or use of things. On the contrary, this
is an area where we see the human personality and his identity, according not only to the
logics of the mere utilitarian function, but also to the affective and relational sphere.
Furthermore, the fundamental principles of the experiential paradigm are formalized by
Gilmore and Pine in 1999: at this end, they define the experience economy as the current
phase of economic development, following the industrial economy. In their perspective,
experiences are the most advanced form of production of value through the management
of economic activities such as performances that emotionally engage the customer.
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Experiences can be embodied in business events which Design has the ability to stage
while engaging the personal records of the customers in order to push them to come
back again. For Gilmore and Pine, the rising share of value connected with experience
would induce production to "experience your things" ("ing the thing: any good can be
inged"), while focusing on the experience that customers may entertain while using their
products. (Gilmore and Pine, 1999).
Likewise, Experience Design highlights the cognitive value related to the use, the practice
and the observation, if not relevant to the simple emotional dimension.
In addition, the cognitive dimension comes to be central in enriching a person's inner
experience and its moral, intellectual and cultural life. Thus, the life of the person and his
actions, memory and social relations are included in the multi-dimensional concept of
experience.

Designing Experiences
Along with the rise of the interest on the consumer experience in economy and
marketing, a new focus of Design about the discourse of everyday life is emerging
through the study of the experiential and emotional growth of the consumer subject (De
Certau, 1990). Therefore, all aspects of cognitive artifacts become primary against their
prehensile characteristics, in order to establish a form of awareness, learning, or simply
reflection. Therefore, design research comes very close to the approach adopted by
narrative artifacts such as films, novels or paintings, whose final form is 'invisible',
because it is hard to measure numerically, or through the purely functional dimension, if
not through its experience.
Then, Design ceases to deal just with the mere aesthetics of the shape of objects, to start
taking care of the aesthetics of processes, up to identify itself with the process (Semprini,
1996). Experience Design draws not only the shape of the devices, but above all the
quality of the relations they generate: then, every process is the basis of a special
aesthetics connected with a specific practice or being in a particular situation. This should
be considered as a basic principle for 'developing meanings': given a message, its
meaning is not independent from language, the code or the medium used to
communicate it (McLuhan, 1964). Every 'machine of meaning', namely any experiential
artifact (i.e. a chair, a book or a movie) requires a different type of cooperation from the
subject/user in order to come into operation and start meaning. Thus, the cooperation of
the subject/user involved within the Experience Design is essential because the intensity
of his participation in any activity come to be crucial to describe the experience we gain.
As a result, more than just producing useful and functional artifacts, Design becomes a
creative process for the development of meanings through the customer experience and
the designer himself acts as a consumer in order to understand the behaviour connected
with the final product.
The practice of design come to be revolutionized through the shift from being an activity
aimed at the development of a shape finalized to the object itself, towards a complex
process involving a composite framework of subjects. Namely, the entire elaboration
doesn’t seem anymore to end with the aesthetics of the form, which would just involve
only the classical technical skills of the designer, moreover takes into consideration also
the consumer and his competence, and then creativity comes to play a new important
role for motivating and collaborative networking.
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Riff-Raff
If the culture of project used to proceed through a deterministic process of problemsolving with a set of tools which are made just for the object to study, creativity used to
play with riff-raffs, waste materials at his disposal, while embodying the character of the
bricoleur.
At this end, Claude Lévi-Strauss wrote in "La pensée sauvage" (1966): "the bricoleur is
capable of performing many different tasks, but unlike the engineer, he does not submit
them to the possession of raw materials and tools expressly conceived for the realization
of his project. In fact, his instrumental universe is enclosed in a short space and the rule
of the game becomes always adapting his limited equipment of heterogeneous tools and
materials he has at his disposal. Namely, this set is not directly related with the project he
is developing at the moment, nor indeed with any particular project, but it is the
contingent result of the opportunities the bricoleur had to renew or enrich his stock, with
the leftovers of other previous constructions or destructions [...]"
The bricoleur has a number of affinities with the approach of creativity to design: the
bricoleur is a character who hasn’t massive visionary projects, rather he affirms the
immediate everyday life, finding local solutions and reworking casual resources. While
lacking of the appropriate tools to the case, then being closer to a consumer rather than a
professional, he has to rely on his creative intelligence with opportunism, in order to
respond to new contexts and without any given answer.
Often through the experimentation of experiences of self-production, an alternative and
spontaneous space for design emerges, while developing critical knowledge.
At this end, a good image comes from Robert Pirsig who stated in "Zen and the Art of
Motorcycle Maintenance" that there are two types of motorcycle-repair: the classic and
the romantic. The classic one, when facing a part to repair or replace, consults the
catalogue of the manufacturer company and then order the part to replace; while the
romantic one, for example, may cut a strip of tin from a can of beer and then do the repair
perfectly. Both will be satisfied and the result is the same, but the mindset is very
different. The first is a neurotic, the second is a narcissist. The first is dependent from
others, the second, the romantic, is a bricoleur, who is free thanks to his art of getting by.
Here, he has to rely on tactics of diversion or instinctive tricks, often simulating and
playing with ambiguity. Not being able to have his own space, he has to move on an alien
territory, operating with the surprise, developing the characteristics and potentiality of the
territory, discovering its interstitial self-reliance and unexpectedly rearranging its
organization.
With his local attitude to the project, the bricoleur is close to the approach of the
consumer, who may use his creativity to give answer to everyday matters. Unlike the
professional, the bricoleur is experimenting the reality he has to deal without the
appropriate tools and ends up to make innovation through his ideas, rather than solve the
specific problem he was focusing on. It is the experience in first place to become
relevant, rather than the final outcome, the trip rather than the final destination, the
process rather than the product. In the place of ‘Problem-Solving’, we may say the design
approach of the consumer/bricoleur is ‘Idea-Making’.

From Problem-Solving to Idea-Making
Creativity is then becoming a tool to manage those experiences which are connected with
the scenarios of the products, where all the immaterial and narrative values turn out to be
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even more important than the utility of the objects themselves. If the ethics of the modern
project would have to strictly pursue a form following the rational function, then purifying
the act of designing from any cultural or tacit expression of an idea; the creative action
takes more into consideration the wider connections which would come from the
management of an idea, in order to generate a wider scenario. Along with the transition to
the post-industrial era, we are experiencing a shift from “problem-solving” to “ideamaking”.
Beside the economic and productive processes of transformation, creativity is
increasingly taking the place of the category of project, as it was conceived in the
industrial era. Previously, ‘creativity’ simply referred to an ability which was in some way
employed in Design, now it has become a keyword with a higher ranking. It has turned
into a process in which the project is present and has various forms and applications, but
is now relegated to a secondary role. So, we have moved from a culture of the project, in
other words the organized study of the possibilities for implementing an idea with the
tools and resources available, to scattered and spread forms of creativity which involve
abilities of invention and innovation in experimenting or solving specific situations, rather
than taking on a meta-universal utopian dimension for definitive solutions, or planning
complete macrosystems.
In the modernist era, the so-called “culture of project” used to supervise every stage of
production to positively be in charge of the manufacture of material goods. It seems like
the time the work of the designer was involved in the achievement of permanent
solutions, as it has been during the overall of the 20th century, is now coming to an end.
The designer is no longer able to cover the entirety and complexity of the project: now he
has to take part of collaborative networks of characters, where each segment supplies a
contribution to the final result. Then, the designer covers specific sections to solve
specific issues and is loosing the control of the entire product "from cradle to grave".
The increasing complexity of design and the skills involved in our contemporary products,
require not only a wise executive direction, but moreover the management of complexity
and a wider involvement of skills. Then, the professionals of design are not the only
characters implicated in the development of any products, but also we may state the
presence of expertise in management, marketing and advertising, skills on new
technologies and materials, and so on.
Along with the increasing success of the knowledge society, the creative practitioner
takes the role of 'mediator' as he acts simultaneously as a translator of social practices,
languages, needs, social knowledge into economic value, but also as a translator of
economic instances into social and cultural practices, especially in the field of fashion.
This is an intermediate function that often ended up producing the indeterminacy of the
professional profiles and the difficulty of defining and regulating its relationship with the
company. Its status is therefore hybrid and ambiguous, while creating value through the
production of innovation and change (of contents, images, technology).
The rise of the spread creativity and the revision of the social role of project, has an
influence with every aspect of the practice and the education of the designer.

Creative Multitudes
When analysing the rise of the category of creativity in every process of production and
design, an important social phenomena to take into consideration is the mass entrance of
a significant number of young people into the so called creative professions. This is an
important shift which is changing the aura and the role of the professionals themselves,
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while changing their elite status. In fact, while in the past we could count only a limited
number of greats, which were at the same time universally renowned for their
masterpieces to stay in the annals of the history of design and who can be still
recognized as founders of schools of followers, on the contrary along with the
contemporary rise of the widespread creativity, the new generations seem to be
characterized by a larger number of minor figures.
If we consider that the design practice is now fully treated as data processing in which the
electronic brain plays a central role in every segment of employment, accessing to a
computer and its related applications also means accessing to the tools of the project and
then becoming a potential designer. As we may state a form of democratization of the
design tools and technologies for production, designers ceases to be a professional elite,
to become a "mass profession" that expresses itself in the management of processes
rather than products.
As a result, the designer seems to have taken off the clothes of the positive hero, who
creates unique shapes for the salvation of society: this should not be considered the
depletion of his mandate, rather his mutation. We may state a widespread demand of
design emerging on behalf of the service economy, consisting primarily of intangible
factors and creativity, which opens the field to new dynamics and objectives. At the same
time, it is important to remove the representation of the creative work from the simple
image of a purely artistic/aesthetic activity and thus avoid to melt the professional
characteristics of creativity in the vast sea of knowledge work, without any internal
differentiation.

The Creative Consumer
With the entry of new technologies of communication into production, the design
practices are subject to a great change in their processes and approaches: as a
consequence, few of the old controversial dichotomies brought to us from the conflict
between art and serial production, such as the contradiction between original and copy as
absolute values, come to an end. The notion of creativity comes to be the bond tying
together artistic expression and functional utility, while interlacing the wide spread variety
of expertise which come from the use of the new technologies and open up to new
languages.
The now achieved democracy and horizontality of technologies bring closer together the
character of the producer with the consumer: they both can potentially own and easily
handle powerful technologies, while giving way to the notion of productive consumption
(namely, you produce products and meanings, while you perform an action of
consumption).
A different role for the consumer towards production is not completely new: this was
already recognized by Karl Marx, who did understand his influence along with the
processes of transformation of products into goods for consumption (Marx, 1970).
Nevertheless, it is more recently that Gilmore and Pine put the direct and active
involvement of the user at the centre of the process of creation of the products through
the category of ‘experience economy’ (B. J. Pine, J. H. Gilmore, 1999). Furthermore, it is
Alvin Toffler who created the oximoron of the ‘Pro-sumer’, which is an hybrid character
merging together the producer and the consumer (Toffler, 1980). Producers and
consumers are combining their roles and activities: the consumer joins within the
production process as an external worker of the factory, while contributing to the cocreation of the products and the cultural/economic value, even if he is not aware
(Codeluppi, 2008).
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Collective Negotiation
The upcoming character of the Pro-sumer, which has been described above, rather than
creating a form from a primary raw material, works by manipulating the forms and the
languages already in circulation, through practices of productive recombination and
conversion, while drawing from an ever-expanding and accessible catalogue. Rather than
creating new forms, he better re-uses and re-works the existing ones, while creating new
aesthetics.
As a result, we come up with objects in-formed by other objects and then concepts of
originality (namely, being at the origin of) or even creation (creating something from
nothing) are slowly fading. In this new cultural landscape, the twin characters of the
DJ/VJ and the programmer emerge, while taking the task of selecting cultural objects and
placing them into new contexts (Imbesi, 2009).
Again, the character of the designer changes through the different cultural scenario: the
philosophical and aesthetic ideology of originality was based on the exclusive work of a
"genius" creator, which in turn becomes the guarantor from any cloning. Rather, each
object that seems to be "given" or "created" from nothing, it is the result of an open
network of references that makes it a cultural product. Namely, it should be considered
the product of a collective heritage which has been involved somehow in its physical and
cultural construction, while integrating earlier creations as well as future perspectives,
through practices of interpretation and processes of negotiation. The designer is never
alone in his individual expression, rather he is part of a larger network along the
organization of his work and taking advantage of a wider collective intelligence and the
related cultural interactions (Levy, 1999).

Conclusions: Tricksters
In mythology, the image of the trickster is associated with a deity who plays the role of an
anthropomorphic animal or human being with marked deformity. At the same time, he has
a special ability to deception and, with tricks and subterfuges, he always manages to
solve snapshot situations with personal profit. He is a character who has no great
ambitions and visionary projects, rather he affirms the banality of the immediate everyday
life, finding local solutions and reworking casual resources. While lacking of the
appropriate tools to the case, with opportunism he has to rely on his creative intelligence
in order to respond to new contexts and without any given answer. Here he has to rely on
tactics of diversion or instinctive tricks, often simulating and playing with the ambiguity.
Not being able to have his own space, he always moves on an alien territory, operating
with the surprise, developing the characteristics and potentiality of the territory,
discovering its interstitial self-reliance and unexpectedly articulating the organization. It
may be considered as an art of arranging the space to make it inhabitable through
configurations which are never final.
The figure of the trickster well reflects a recurring theme in contemporary Design
production, which rather than focusing on structural or all-encompassing solutions, it is
interested in the small gestures and rituals that surround us, while crossing a minor
population of objects which are able to discover the extraordinary within the ordinary
sphere. Through the experimentation of self-brand experiences, an alternative and
spontaneous space emerges re-working the spectacular official production, while
developing a critical knowledge, but which is not able to produce a real unitary and well
organized project.
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Thus, the position of the trickster gets closer to the game played between the designer
and the consumer, while tracking together active areas of re-appropriation by rearranging
the elements of the everyday environment through actions of contamination, deformation,
alteration. Then, game and consumption are rehabilitated as primary activities contextual
to Design, as well as to production. It is the game of the products that Design is able
suggest with Dadaist irony as a strategy of diversion from the common idea of objects,
which creatively implies ironic traps.
Playing with deception means not recognizing the rules of the game, or rather inventing
new ones every time, and mobilizing areas of creativity, as it happens with lateral
thinking. The trickster does not recognize any external rationality, rather he is able to
move inside it, while appreciating the hidden qualities and including elements of
interference and collision within the operating mechanisms in order to desecrate any
aura. At this end, Michel de Certeau (1990) observed the microphysics of everyday
objects which are hidden within the folds of disciplinary powers, as well he noticed the
emergence of a dispersed and horizontal activity after the economy of production, which
is not expressed with its own products, but with ways to use that rearticulate what the
system offers. Consumption practices would contain a value of creativity able to produce
new meanings, to develop forms of knowledge, to multiply areas of reflection and release
a form of power for Design.
At the same time, Design watching everyday life gives a creative interpretation to
unpredictable gestures and behaviours, but capable of an ability hidden in the ordinary
use, while identifying the possible developments with new ideas that can reload the
gestures of everyday life with new meanings.
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